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Abstract 

This study investigates the violent revolutionary attributes inherent in Esiaba Irobi’s Cemetery Road 
and The Other Side of the Mask. The study explores the roles played by the protagonists in the plays 
towards the attainment of the desired change sought for through violent medium. The Marxist theoreti-
cal framework is therefore used in revealing the major thematic concern in the primary texts. This 
study reveals that the changes sought for in the plays are political/socio-economic in nature. It con-
cludes that violent revolution in Cemetery Road is achieved collectively while in The Other Side of the 
Mask, the violent revolution sought for is attained individually. Irobi’s protagonists might have achieved 
the change they desire through violent method; however, the application of non-violent revolutionary 
approach remains a better alternative method that should be adopted in Nigeria. Irobi’s ideological vi-
sion (violent revolution) in a multi-ethnic and multi-religious country like Nigeria will ultimately give birth 
to a vicious cycle of blood thirsty ethnic revolutionaries which will eventually hinder the growth and de-
velopment of Nigeria.   

Keywords: Revolution, aesthetics, Esiaba Irobi, violence, non-violence, Marxist 

Introduction 

Revolution is the overthrow of a particular social order in favour of a new system. It entails a funda-
mental change in the way people think or visualize something. In addition, revolution is the transfor-
mation of political organization, especially the overthrow or renunciation of one government or ruler 
and the substitution of another government by the governed. In other words, this change can be socio-
economic or radical. The word revolution originates from a Latin word ‘revolutio’ meaning “turn 
around”. Revolutions have occurred at various times in human history and differed in duration and ap-
proach. These revolutionary changes are social, economic, cultural or political. According to Goodwin 
(2001, p. 5) “revolution entails not only mass mobilization and regime changing, but also more or less 
rapid and fundamental social, economic and/or cultural change, during or soon after the struggle for 
state power”. Goldstone (1980, p. 15) is of the opinion that revolution is “an effort to transform the po-
litical institutions and the justifications for political authority in society, accompanied by formal or infor-
mal mass mobilization and non-institutionalized actions that undermine authorities.”  Revolution has 
been associated with frustration, aggression, recession and discrimination. And in most situations, it is 
associated with violence. Osudibia (2004, p. ix) in an earlier study states that “… revolution flows from 
a spontaneous reaction of the people against some unwarranted, harrowing and debilitating conditions 
in the society. Such popular outbursts can indeed form the basis for overhauling and restructuring.” 

Violence involves the killing or injuring of a person or people. Thiong’o (2007) supports the use of vio-
lence to remove corrupt and authoritarian leaders, asserting that “violence in order to change an intol-
erable, unjust, social order is not savagery; it purifies man” (p.28). One form of violence leads to vari-
ous forms of violence in a country. Ogundokun (2014, p. 74) is of the opinion that “violence is a sub-
ject of class struggle.” In some third world countries, people are faced with problems such as corrup-
tion, unemployment, exploitation and oppression. These are inherent in every society but when it be-
comes unbearable, people revolt against their oppressors violently. Udumukwu (2012, p. 13) stated in 
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 an earlier study that “traditional (African) society itself was bound to violence.” Awuzie (2012, p. 79) 
contemplates that “one of the problems the postcolonial society faces is corruption and this is usually 
matched with reactions from the people. This reaction is, in most times, called revolution”. Psalms Chi-
naka (2011, p. 31) points out that violence is of various sheds: 

Violence therefore includes vicious practices such as corruption, deprivation, oppression, so-
cial inequality, man’s inhumanity to man, on the other hand, all shapes of volatile revolutionary 
resistance against life-threating shapes of social oppressions, on the other hand. (p. 31) 

 Irobi’s Cemetery Road and The Other Side of the Mask depict a fundamental revolutionary view to 
issues in contemporary Nigeria, which are socio-economic and political in nature. His works bring to 
limelight the need for the suffering masses to reject forms of exploitation and intimidation by the ruling 
or dominant class in Nigeria. Irobi adopts African oral tradition in expressing his violent revolutionary 
vision in his plays by employing, cultural forms such as mask, music, chant and many other stylistic 
trends.  Osu (2011, p. 151) asserts that “… rarely has any African writer since Ngugi wa Thiong’o so 
employed African tradition to make such far-reaching (violent) revolutionary statements in his literary 
arts as Esiaba Irobi has done”. Echeruo (2014, p.14), a Nigerian critic of Igbo extraction, acknowl-
edges the fundamental contributions of Irobi to scholarship, revolution and the racist discourse when 
he states that, 

Irobi rediscovers the inevitability of his own emerging commitment to the drama of public rite. 
Nwokedi and Cemetery Road are thus the (revolutionary) texts that mark Irobi’s emergence. 
… Irobi seeks to fully and completely unmask the many faces of centuries of Western racist 
discourse of the so-called “Other,” whether black or female. 

In addition, Irobi might have been influenced by his personal experiences at the prestigious University 
of Nigeria as an undergraduate and later a lecturer in the Department of Theatre Arts before his “exile” 
abroad. The characters (protagonists) he creates are also members of the academia in Nigeria just 
like Irobi. In view of this, Irobi’s friend Alaukwu- Ehuriah is of the opinion that “Esiaba [Irobi] was pos-
sessed by his genius” (2010, p. 17), he sought for methods to violently revolt against oppression and 
intimidation. Irobi’s statement during his conversation with Ilagha (1989, p. 12) is that “the unemploy-
ment factor will determine the shape and content of the revolution that is brewing, because revolutions 
do not start in the head but from the stomach”. The dominant preoccupation of Irobi’s protagonist is to 
achieve political rebirth of the Nigerian nation through violent methods.  

It is important to note that the key actors in the revolutionary struggle in Irobi’s plays are the peasants, 
poor and less-privileged. Osu (2011, p.154) postulates that “their radical energies towards the popular 
and communist cause of liberating the people from the poverty engendered on them.” The need to 
emancipate one’s self from all forms of slavery and inhuman treatment is vital as Irobi makes lucid use 
of his characters to revolt against all forms of oppression. Irobi, therefore, employs the Marxist revolu-
tionary theory in exposing forms of oppression by the government of Nigeria in Cemetery Road. He 
identifies the military dictators as “The Beast of Sand Hurst” that must be crushed through a violent 
revolutionary method.  Irobi has conceptualized Marxism from the Nigerian situation, which is a prod-
uct of unemployment and hunger. Leon Osu (2011, p.165) opines: 

Thus, with the far reaching influence of Frantz Fanon’s vision of the Marxist ideology which 
lays emphasis on the indispensability of the zealous peasants, lumped proletariat, as the main 
revolutionary force in Africa (in the absence of a well-developed urban proletariat), a good 
measure of the Brechtian aesthetics and a masterful infusions of African traditional symbols, 
Irobi has given us some of the best plays of (violent) revolutionary aesthetics in Africa.  

The violent revolutionary attribute inherent in the tragic hero is as a result of his frustrations and denial 
of prestigious laurels by the judges; the frustration sets in for the genius (Jamike) who revolts against 
his oppressors. Diala (2014, p. 184) remarks “… the political revolutionary’s appropriation of the reli-
gious ideals which entails sacrificial person well-being by assuming symbolic responsibility for commu-
nal transgression and seeking to transform self-immolation into public good, the other is modernity’s 
deep skepticism of the self-sacrifice.”  Irobi, is an advocate of change and the change he sought to 
achieve is violent in nature. Duruaku (2000, p. 104) contemplates the possibility of revolution as an al-
ternative method to ending various forms of joblessness and exploitation by the political ruling class. 
He is certainly not in support of the use of violent revolutionary method in the plays of Irobi, he chal-
lenges: 
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 What is surprising is that people of such high education and ideas could degenerate to solving 
problems by brute force […]. Is Irobi exploring man’s basic degeneracy and atavistic tenden-
cies in spite of the ‘superficial’ polish of higher education? 

Duruaku (1996) expresses his dissatisfaction for Irobi’s use of violence in his plays. He laments over 
Irobi’s constant use of “images of death, blood and violence” (p. 89). Duruaku penchant for non-violent 
revolution is illuminating based on his verbal utterances condemning the use of violence in Esiaba 
Irobi’s plays. 

Our concern in this study is to examine Irobi’s depiction and perception of violence and revolution in 
his works, Cemetery Road and The Other Side of the Mask. In other words, this study specifically ex-
amines how the oppressed retaliates against their oppressors, using physical violence in order to ef-
fect change. 

Esiaba Irobi’s penchant for violent form of revolution  

Esiaba Irobi’s Cemetery Road is a play about the tribulation of peasants who are humiliated, exploited, 
brutalized by an oppressive bourgeois class, and also the death of a tragic hero. Beyond Marxist ideol-
ogy, Irobi’s play is a representation of socio-economic and political situation of Nigeria. Irobi’s The 
Other Side of the Mask is also a play that examines the plight of an artist who is oppressed by the 
dominant class in his society. Both Cemetery Road and The Other Side of the Mask tend to reveal the 
social realities of the Nigerian society by exploring the classification status of the Nigerian society 
through his Marxist purview. Irobi’s plot brings to limelight the social inequality between the various 
classes, Kamuche, Animalu, panel of talented judges, the president, and Lawani, who are members of 
the upper class while the peasants, Mazeli and Jamike, are representatives of the exploited class. It is 
in view of these inequalities in a typical Marxist literature that Johnson (1990, p. 46) asserts that “the 
sprimal objective of the Marxist writer is to create a Marxist awareness of realities in his audience and 
consequently hasten the development of Marxist realities from one stage to the other until the goal of 
Marxism is attained in the society.” The goal of some committed Marxist writers might be to reveal the 
various stages in a typical Marxist literature which includes; the harsh and exploitative conditions of 
the oppressed, the realization of the fact that they are exploited and their decision to revolt (violently) 
in order for the change they desire to be actualized. Karl Marx vehemently opposed the injustice inte-
gral in a capitalist system where a few rich control the various means of production and exploit the 
masses.  

Violence is like a recurring decimal in every Marxist literary work. In discussing this thematic preoccu-
pation , Marx (1848, np) notes that “there is only one way in which the murderous death agonies of the 
old society and the blood birth throes of the new society can be shortened, simplified and concen-
trated, and that way is revolutionary terror.” In Irobi’s Cemetery Road, violence is one of the major the-
matic preoccupations in the play. The violent brutalization of a government official during a documen-
tary recorded by Hazel and Douglas reveals Irobi’s penchant for violent forms of revolution. The official 
represents the imperialist, capitalist and is an oppressor of the masses. Mazeli calls him “a noon-day 
thief. An armed robber” (Cemetery Road, p. 35). The angry peasants are forced to adopt violent 
means to revolt against their oppressor as a result of the fact that their lives are presented as being 
archaic and exploited in various manners by the Nigerian government. The peasants are very active in 
their violent revolutionary activities in Irobi’s Cemetery Road. The violent brutalization and death of the 
corrupt government official is collective: 

The song gathers momentum, its ritual energy pushing them to the brink of possession and 
accentuating the dark intensity of their intention. As they close in on him, aiming their daggers 
at different parts of his body, consciously ignoring his groin, the frightened OFFICIAL takes to 
his heels. They pursue him, corner him and, almost off stage, in “slow motion” stab him re-
peatedly (violently) until he drops dead. Over his jerking body they intone a dirge. (Cemetery 
Road, p. 42)   

Irobi’s proclivity for violence is once again brought to limelight through the tragic-hero Mazeli, his ha-
tred for the oppressive ruling class is materialized in his quest to violently assassinate the president 
during a prospective play performance at the Nicon Neo Niga Hotel. Ogundokun (2014, p. 74) posits 
that “violence is believed to be a function of natural fallouts of the free market and the class system.” 
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 Irobi’s protagonists are usually intellectuals who are assaulted, oppressed and intimidated by the mili-
tary or ruling class. The living condition of the less privileged and proletariats (masses) contributes to 
Mazeli’s decision to assassinate the president.  

Mazeli: Tonight, in the auditorium of the Nicon Neo Niga Hotel, at the point in the play, the 
President will be clapping in appreciation, thinking that this is a gesture of courtesy and wel-
come. At that moment, the illusion will be broken and reality shattered. As he raises his hand 
to clap, (demonstrates) you will use this knife and stab him three times between the fourth and 
fifth rib. That’s where the human heart hides. (signals for the tune to go up) Come! (Cemetery 
Road, p. 114) 

Violent revolution in Irobi’s Cemetery Road is achieved collectively through the cooperation of the suf-
fering peasants and Mazeli the tragic hero while in Irobi’s The Other Side of the Mask, Jamike use of 
violence to achieve the change he desires is actualized alone.  Animalu who epitomizes corruption is 
violently killed by Jamike, this might be to discourage the practice of corruption in the society. It is 
through the use of violence that the anticipated revolutionary change Irobi seeks to actualize is real-
ized in the text. It is in view of Irobi’s kind of violent revolution that Hogan (1994:116) asserts that “vio-
lent revolution brings the most violent figures to the fore, habituates everyone to conceiving of prob-
lems and solutions in terms of force, power, weapons, terror. At best violence is an unfortunate neces-
sity.” Irobi projects an aspect of revolution which is violent through the characters he creates in The 
Other Side of the Mask. Jamike attests to Irobi’s penchant for the use of violent revolution to achieve 
change, in his conversation with Dr. Animalu: 

Jamike: (simmering) Dr. Animalu, do you realize that when the creative   juice is neglected it 
falls like a fruit and ferments. And when it ferments, it evaporates into the vehicle of violence? 
(Other Side, p. 53) 

Jamike is exploited by the oppressive bourgeois class in his society; he therefore adopts the use of 
violence to exterminate Animalu who he perceives as an agent of change in the play. Jamike’s internal 
conflict and the reminiscence of his frustration as an artist are instrumental to his action, which eventu-
ally incites him to the act of killing Dr. Animalu. Irobi’s revolutionary ideology is enshrined in actions 
that will bring about the total emancipation and liberation of the common man in the hands of corrupt 
people. Revolution emanates from the human mind. This is evident in Jamike’s, realizing the fact that 
he is exploited by the upper class in the society, which leads him to eventually become aggressive 
and results in violence as an alternative to revolutionary change. The total eradication of corrupt per-
sons will bring about the needed change in the society. Jamike informs Zhipora his muse of his pro-
spective violent revolutionary plans: 

Jamike: I want to transcend life. As an artist. I must transcend life(violently). But if the world 
will neither let me create ife nor appreciate it even when I have created life, I must destroy life. 
I must destroy life. To destroy life also makes me transcend life. (Other Side, p. 73) 

Jamike acts like a disillusioned young man, resulting in the use of violent revolution in order to achieve 
change.  Moreover, the class struggle between the classes in the society might eventually lead to vari-
ous forms of violent revolution. Marx (1969, p. 14) in the Communist Manifesto states that “the history 
of all hitherto existing society is the history of class struggle.” This class struggle will bring about the 
emancipation of the common man in the society. It is the conflict between the two opposing classes 
that eventually leads to the death of the antagonist (Animalu) in the play. Nwagbara (2008, p. 230) 
therefore opines that “class struggle is a rectilinear function of an unending struggle for political and 
economic power between the ruling class and working class in a given society.” In order to elaborate 
more on Irobi’s penchant for violent revolution, one realizes that revolution might first be conceived in 
the human mind and later becomes effective when implemented. Ngugi (2007, p. 477) debunks impe-
rialist and their collaborators in its totality: “the embrace of Western imperialism is total (economic, po-
litical, and cultural): and of necessity our struggle against it must be total. Literature and writers cannot 
be exempted from the battlefield.” In his plays, Irobi envisages economic and political change in his 
society. For Irobi, violence becomes a ritual of some sort which will clean the society (Nigeria) from the 
activities of corrupt and evil people. Jamike informs us that “when the creative juice is neglected, it 
percolates and ferments. And when it ferments, it evaporates into the vehicle of violence” (Other Side, 
p. 79).  

In addition, as Ogundokun (20014, p. 74) holds the view that “violence is a subject of class struggle,” 
we are also able to extricate some violent revolutionary events in Esiaba Irobi’s The Other Side of the 
Mask. This work is said to bear works bear Esiaba Irobi’s own identity, hence autobiographical in a 
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 way. This is natural as Achebe (2012, p. 7) points out that “good literature, whether oral or written, will 
bear the marks of the author’s culture as well as his or her personal signature.” 

Language as a stylistic technique in Cemetery Road and 
The Other Side of the Mask 

The revolutionary activities and verbal utterances in the texts are achieved through Irobi’s lucid use of 
language. Irobi pays much attention to his choice of words during the verbal utterances between 
Mazeli the tragic hero in Cemetery Road and his oppressors. Language is therefore one of the meth-
ods used to indicate and identify the various classes in the text. The lamentation of the peasants who 
are exploited is brought to life through their verbal utterances. It is through Irobi’s stylistic use of words 
that Mazeli is able to convince the peasants of their exploitation, thereby encouraging them to adopt 
violent form of revolution against their oppressors. The tone of Mazeli’s verbal utterance is inciting and 
provoking, he instructs the peasants to kill the corrupt government official: 

Mazeli:  What else did you expect? I told you this play must end on a tragic note, didn’t I? Now 
everybody on cue! I have got a final, decision idea to end it all. (Cemetery Road, p. 41-42) 

The imagery from the above excerpts creates mental pictures of an imminent death of the corrupt gov-
ernment official acted by one of Mazeli’s student Abubakar Bappa in a documentary filmed by the BBC 
correspondents’ and directed by Mazeli. The government offical takes advantage of poor peasants 
who represent the masses in Irobi’s Cemetery Road. For Mazeli, the death of the corrupt government 
official is victory for him and the peasants. It is pertinent to note that the peasants in the play symbol-
ize the suffering masses. Irobi’s use of the words “the bell tolls” is symbolic as it depicts death. It fore-
grounds the imminent death that awaits the corrupt government official who victimizes the peasants. 
The symbolism of the bell tolled signifies the prospective violent death of an oppressor; this will bring 
about the needed societal change. To justify the use of violent form of revolution to achieved change 
Mazeli language is very emphatic; he portrays himself as the leader of the struggle which makes him a 
symbol of a revolutionary. When addressing his students in the course of their plan to assassinate the 
president, his verbal utterance is provoking and inciting: 

 

Mazeli:  (Speaking into the tape recorder with rage) Of all the profession in the world,  and of 
all the classes of human begins, the one that produces nothing, absolutely nothing, is the mili-
tary class. The military are an artificial people with synthetic minds living in a metallic worlds of 
other human beings. A world of orders, arrests, medals, drills, march pasts and decorations. 
Men for whom the days have no names. Sunday is Monday and Monday is Sunday. (Passion-
ately) In what country, through the ages, have soldiers contributed to human progress and civ-
ilization except through destruction. Destruction of hopes, destruction of dreams and ambi-
tions. How do you think such breed of men, with their little vapid minds, can discharge the re-
sponsibility of government. How? (Cemetery Road, p. 84)     

 

Through the use of language, Irobi instructs, directs, motivates, guides and leads the peasants 
(masses) and students to engaging in a violent revolution that eventually leads to the death of a cor-
rupt government official and Lawani when their plan to assassinate the president failed in Cemetery 
Road. The killing of the corrupt government official during the dramatic performance of the play di-
rected by Mazeli and recorded by Douglas a British journalist is symbolic in a way; he represents the 
imperialist, capitalist and the government. While in Irobi’s The Other Side of the Mask the activities of 
the characters especially the protagonist (Jamike) is realized when his thoughts are communicated to 
us through his verbal utterances. Through the use of language, we are able to identify people who oc-
cupy different social strata in the society and the role they play in the text. Jamike’s verbal utterances 
symbolizes that he is an epitome of change, the change he seeks to attain is violent in nature. The 
much we know about the tragic hero Jamike and his desire for violent revolution is revealed through 
his verbal utterances which are provoking. This is exposed in his conversation with Animalu from the 
excerpt:  

Animalu: You remind me of a scorpion wriggling in his sting. 
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 Jamike:  Exactly! That is what I am. And that is what you want me to be. Isn’t it? A scorpion 
wriggling in his sting. But never mind, very soon, sooner even that you think; I will becomes 
something else. (Other Side, p. 53) 

The scorpion from the above excerpt symbolizes Jamike and foregrounds Animalu impending death in 
the play. Jamike’s use of the pronoun ‘I’ to refer to himself as the scorpion depicts how dangerous and 
deadly he will soon become as events unfolds. Animalu’s verbal utterance towards Jamike makes him 
a potential treat towards the latter’s profession as an artist (sculptor).  He is corrupt, antagonistic and 
more importantly has a very negative perception towards Jamikes works. He also represents the inter-
est of the bourgeois in the society and refers to Jamikes works as “meaningless toil”. The vortex of Ja-
mike’s violent revolution emanates from the verbal utterance between him and Animalu during their 
conversation: 

Animalu: (easily) No laurels, No garlands. No fame. No name. You don’t even have a face. 

Jamike: Only a mask. (bitterly) And Art, as a mask, has only one face. A beautiful face. Be-
yond, is a side. The Other Side. And that side is ugly. Ugly and grisly. Make sure you don’t 
see it today. (Other Side, p. 66) 

Through the use of language in the texts, we have been able to reveal Irobi’s violent Marxist ideology, 
not excluding the mention of mask several occasions in the play which symbolizes a faceless advo-
cate of justice who punishes corrupt and evil people violently. The efficacy of Irobi’s predilection for 
violent revolution is partly realized through language. We also realize that Jamike’s words are hostile 
and also reveal his frustrations as an artist (sculptor). In addition, his hands are symbolic as it repre-
sents the most important part of his body used for violent revolutionary events in the play. His verbal 
utterances are provoking, spurring and inciting,   

Jamike: Hands! Hand! Hand! that make and mar. Hands that create and kill (violently). Hands! 
Hands! (Other Side, p. 108) 

It is through Irobi’s lucid use of inciting language that he reveals lucidly Marxist elements inherent in 
Cemetery Road and The Other Side of the Mask.    

Non-violent revolution as a better alternative to Esiaba 
Irobi’s violent prescriptions in Cemetery Road and The 
Other Side of The Mask 

In this section, the pitfalls of Irobi’s violent revolution will be brought under focus and the advocacy for 
the application of non-violent revolution and peace mediation as a better form of conflict resolution is 
advocated. The study criticizes Irobi’s penchant for violent revolution in his tragic plays. In Cemetery 
Road for instance, the brutal killing of the antagonist (Animalu) did not change the existing class strati-
fied society in the play. Irobi failed to attain a classless society even after the violent death of Animalu. 
Irobi’s adoption of violent revolution in the play is cruel and it negates the law and constitution in Nige-
ria. Irobi’s depiction of his antagonists as sacrificial objects is imperative to the foundations of his vio-
lent revolutionary style; the image of various forms of bloody incidents can be linked to numerous tra-
ditional African festivals. Irobi’s protagonists in The Other Side of the Mask and Cemetery Road are 
both members of the academia. Jamike in Irobi’s The Other Side of the Mask is a lecturer in the De-
partment of Fine Arts while Mazeli in Irobi’s Cemetery Road is a lecturer in the Department of Theatre 
Arts. The tragic-heroes in both plays are intellectuals and are the medium through which violent revo-
lutionary actions in Irobi’s tragic plays are actualized. It is not difficult to discover that Irobi’s protago-
nists are paranoid and exhibit mood swing behavior sometimes. They do not respect constituted au-
thorities and will eventually become dictators if they occupy positions of authority. Since they are ag-
gressive and advocate the use of violence to eliminate their oppressors, they will equally not relent in 
applying violent methods to eradicate or crush any form of opposition and resistance. Mazeli’s verbal 
utterance portrays him to be a prospective archetype of a tyrant if he eventually becomes a ruler in the 
future.  

The application of non-violent revolution remains a better alternative that might eventually bring about 
the desired change needed in Nigeria. In Irobi’s The Other Side of the Mask, Jamike is a misfit in the 
society; his quest for laurels might be for personal self-aggrandizement which makes him behave like 
a lunatic sometimes and equally snowballs into violent revolution in the play. Jamike’s behaviour is 
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 connected to his frustration and his social status in his society. Laurel Madumere (2011, p. 58) in a 
study of Irobi’s character (Jamike) states:  

His anguished flights from ecstasy to suicidal despair. He [Jamike] declares to Prof. 
Njemanze: ‘I am a genius. A neglected genius. Look at my work. Every piece of sculpture is 
an ultimate masterpiece.’ 

The type of violence depicted from the except above indicates psychology violence which eventually 
snow balls to physical violence. Osudibia (2004, p. 8) had noted in an earlier study that “revolution in 
actual fact has ‘change’ as its underlining factor: It is only in the means to achieve this all important 
change that either violence or peace comes into the scene.” Irobi’s plays place him in the center stage 
as one of the strongest voice to have emerged from Nigeria in the twenty first century. 

Conclusion  

The argument in this study indicates that violent revolutionary approach might have addressed various 
forms of corrupt practices but non-violent revolution remains a better alternative to achieving change 
in the society. More importantly, the application of a non-violent revolutionary method is paramount 
and is a better alternative that should be adopted in Nigeria in particular and Africa in general. The 
death of the antagonists in Irobi’s plays did not change the already existing class stratification in the 
society neither did Mazeli change the already existing cosmic conflict in the world. Irobi’s utopian vi-
sion of a perfect world which he sought to actualize might not be attainable. This study has revealed 
that the adoption of violent revolutionary method as an alternative to non-violent revolutionary method 
to achieving socio-political changes in Nigeria is not only cruel and unacceptable but is fruitlessly un-
necessary since it ultimately amounts to a system of vicious cycle. Irobi’s ideological vision (violent 
revolution) in a multi-religious country like Nigeria will ultimately give birth to a vicious cycle of blood 
thirsty ethnic revolutionaries which will eventually threaten the unification of the Nigerian society. This 
study reveals and concludes that Irobi’s ideological appetite of overthrow may simply enthrone the 
proletariat class who themselves, without a carefully structured systemic political pattern, may create 
another oppressed class which might lead to a full scale civil unrest. 
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